


It is a gigantic bathroom, almost as big as Guido’s bedroom. The floor 
and the walls, which are very high, are covered with white tiles, and all the 
equipment is white. Photographs are scattered over the floor. 

After the doctors’ visit and Carini’s reluctance to discuss the scenario, 
Guido, in pajamas, goes to the mirror to inspect his bloated, tired face. 
This silent scene, which takes all morning to film, acquires a special mean- 
ing for us. It is more than likely that, when we see it on the screen, it will 
not produce the same impression we have during the shooting. In the actual 
work, the physical dimensions of each shot are enlarged to include those of 
the real world, which begins where the camera’s field of vision ends. We are 
completely surrounded by the set. We experience it aside from and there- 
fore far beyond the precise segments the director selects one after another 
to be photographed in accordance with dramatic necessities. We live in it. 





Guido contemplates his image in the 
bathroom mirror. In the last few feet 
of this shot, which were eliminated in 
the first stage of cutting, Guido said 
to himself, “Skunk, coward, liar...” 


(Opposite): Another image that has 
been cut: Claudia in the hotel corridor 
with her bicycle, her image reflected 
in a panel of glass next to Guido’s. 
Here the two faces next to Claudia’s 
belong to Gianni di Venanzo and Fel- 
lini. 
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